This body of work explores my perception of the landscape. I traverse spaces that exist in the in-between. My work functions on a personal level in that I am seeking a reconnection with my surroundings through a physically intense interaction with the land.
The geography of our daily lives is filled with areas we expect we know.
However, our understanding is incomplete at best. The sites I investigate rise to my attention because I find a feeling of displacement or disturbance attached to them. I do not scout a site before a performance. I see it as raw and uncharted territory that will unfold as I engage it. I do not map out specific routes prior to the performance because I want to maintain the immediacy of the experience. It is through the performance and image-making that my knowledge and perceptions are actually formed. I come into the space with a false vision and knowledge that is supplanted by the experience. My attitude before a performance is set largely by glancing or distanced observation. My unfamiliarity with the space is integral in shaping my experience. There is a substantial divide between my perceptions of the space before the performance, and my understanding of the space as it is altered through the performance.
The movements through these spaces are slow and studied. The deliberate, This meditative moment is only partially accessible to the viewers of the documentation.
The moments that do present these qualities are often broken by sounds originating from outside of the frame. As the length of the documentation unfolds it becomes difficult for viewers to sustain any sort of meditative experience they may have while watching the video; any glimmers of transcendence are therefore undone.
In Highway 124 Walk (Fig.3.2 The photographs are created using a large-format 4x5 field camera and color negative film. This is an inherently slow process that allows prolonged exposure to the space and this process reflects my adopted method of extended observation and interaction with landscape in all of my work. Using this format I am able to produce a negative that can be greatly enlarged without loss of fidelity. These large-format images are highly detailed, and due to their size allow for a viewing at varying distances. In order to observe the entirety of the image the viewer must stand at a removed distance; however, they are also invited to closely inspect the image and discover the minute details within.
Here, time is suspended. The size and stillness of the image invites contemplation.
These images ask for a different consideration than the video documentation. They allow for a passive engagement, allowing the viewer to experience an interaction that requires a less intense investment. This passive nature of the photograph can be considered a resting point within the overall installation of my work.
The first image, Highway 124 Fig. (4.1) , contextualizes the remaining photographs in the series and points to the idea of the interstice as the working space. The contents of the scene are at once chaotic and organized; the composition of the frame is simple and complex. A singular point of focus is withheld and the apparent lack of a focal point mimics the disordered characteristics of the land. The lack of a focal point is not the result of a haphazard approach to composing the image, but rather an observation and reflection of the complexities of an organic system. The space is layered; thin new growth in the foreground allows for the density of the older growth to be seen. This older growth appears visually and physically impenetrable. The small trees stand in defense, guarding against entrance into the forest. The distance between the camera and the first line of trees informs the viewer that the camera is situated in an area that has been recently cleared; at once making human intervention in the land visible. In her series Forest, Jitka Hanzlova shows us a forest interior that she has come to know intimately through her studied observations and photographs. Her images, made in portrait orientation, reveal much more than landscape characteristics. She has found the ineffable within. Hanzlova's collection of images forms a portrait of the forest's interior.
Like Hanzlova, these images are a way to know the space.
CHAPTER FIVE THE IN-BETWEEN
The photographs are not intended to act as a counterbalance to the video documentation of the performance; instead they act as the second participant in the dialogue. When considered together, a dialogue between the two mediums creates a third critical space. Within this meta space viewers must understand all of the images in relation to one another and consider the mutual impressions made by both.
Each offers a different mode of looking and interacting with the landscape and thus a different type of knowledge is gained. Once viewed, the information from the two methods becomes inseparable. To reach a conclusion the accumulated experiences must 
